In Nation and Narration (1990), Homi Bhabha argues that a nation shapes and narrates understandings of itself through the stories it tells about itself to itself. Such stories naturally take multifarious forms: political institutions, monuments, architecture, pageants, celebrations, commemorations and, of course, art practices such as performance. Bhabha's proposition is a useful one for the concerns of this volume in so far as it looks to the potential for theatre to help peoples cohere, to create communitas, to function as a means of embodied thinking through contexts and problems. The diverse performance practices explored here could be considered what Thompson and Schechner (2004) call 'social theatre' in so far as the 'ruling objective' is not necessarily aesthetics and the 'quality' of the performances. The objective might be political agency, group cohesion, protest, amelioration of pain, or any of the dozens of other social functions that can be served by the stories that societies in crisis tell themselves about themselves.
2 Introduction identities that are based on their own chosen affiliations and not defined solely in opposition to their oppressors, individuals and groups prepare themselves for a post-crisis future by keeping alive their own notions of who they are and who they hope to be.
Much of the scholarship in this volume explores work that might fit Jan Cohen-Cruz's definition of 'engaged performance'; that is, performance work that at once responds to and engages with the particular social and political conditions or contexts of its making and that draws on a wide range of peoples in order to do so (cf. Cohen-Cruz 2010: 1-16) . Nevertheless, what marks this performance work out from discourses of applied, social or community theatre is that (with the exception of two examples) it is not work made by external practitioners with a particular community in order to attend to a particular 'issue', but is work that arises out of those communities as a direct result of extremity or crisis. Crucial too is the fact that 'performance' is defined broadly in this volume as authors address aesthetic performance practices, read political action as performance practice, and examine the experience of people undergoing various forms of crisis through performance (theory). In each chapter, the performance(s) analysed happen in an actual moment of crisis, rather than being retrospective interpretations or analyses of that crisis. As such, the book explores performances that are intrinsically alive to the socio-political contexts of their making and which are engaged in plural modes of challenging and changing those contexts. While we outline a more complete map of the book below, it is useful here to note that the argumentative trajectory of the volume is that by examining performance in crisis we might also be able to see crisis as performance.
In light of such plurality of approach, it seems useful at this point to outline some of the things that cohere the volume and the uses of 'performance' within it before turning to a broader gloss of the theoretical underpinnings of the volume. In line with much recent scholarship in performance studies, the cultural objects of analysis in this volume range from what Richard Schechner might delineate as 'make-believe' performances (those we associate with the fictional worlds of the wellmade play) to 'real world ', social dramas (cf. Schechner 2002: 35) . In tandem with this we recall Joseph Roach's proposition that 'performance attend[s] not only to "the body", as Foucault suggests, but also to bodies -to the reciprocal reflections they make on one another's surfaces as they foreground their capacities for interaction ' (Roach 1996: 25) . For us, then, performance, wherever it might be located on the social-aesthetic continuum, is politically and socially engaged, materially participating
